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ABSTRACT 
! Pelon, T. Jon. D.M.A. The University of Memphis.  August 2014.  “Pranks and 
Puns”: The Use of the Tenor Tuba in Janáček’s Capriccio. Major Professor: Dr. John 
Mueller
! One of the most celebrated Czech composers, Leoš Janáček found inspiration in 
the old folk music of his native land, while also being progressive in his expansion of 
tonality, and in his use of unorthodox instrumentation. Particularly interesting is his use 
of the tenor tuba in works such as the famous Sinfonietta. A lesser known work of 
Janáček’s oeuvre is the Capriccio for Piano Left-Hand and Chamber Orchestra. This 
work was written under the suggestion of the famous left-hand pianist Otakar Hollmann, 
with the pianist to be accompanied by a most unusual ensemble of flute (doubling on 
piccolo), two trumpets, three trombones, and tenor tuba.
 This paper discusses Leoš Janáček’s Capriccio for Piano Left-Hand and Chamber 
Orchestra as a work that is innovative in its use of the tenor tuba in a small ensemble. 
The paper focuses particularly on the writing for the tenor tuba in the work, and explores 
how the Capriccio is a fine model of how the euphonium, with its flexibility and 
technical capabilities, is a valuable asset in a chamber ensemble.  The paper contains a 
theoretical analysis of the work, and discusses the composer’s use of “Sčasování,” a 
musical principle of his own invention where repetitive motives give musical works an 
almost minimalist feel.  Difficulties that the euphonium player might have performing the 
work are discussed, and advice is given regarding those difficulties.
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 Despite the breadth and initial popularity of his works, the music of Leoš Janáček 
remains relatively ignored even among those well versed in music history, which is a 
regrettable fact.  His beginnings were certainly modest; he was born in 1854 in the tiny 
schoolhouse of Hukvaldy, Moravia, a town familiar with poverty.  The family vocation 
was teaching, and young Janáček was to continue in this vocation, largely after receiving 
musical training from a variety of schools and founding an organ school in the town of 
Brno.  It is from these modest beginnings that one of the most celebrated, and today oft-
forgotten, Czech composers thrived.1
 It is perhaps poetic that a relatively obscure composer should be an advocate for 
relatively obscure instruments.  Despite the popularity of numerous operas such as 
Jenůfa, his most popular work today is likely his Sinfonietta, which begins 
unapologetically with tenor tubas and bass trumpets.  The opening fanfare is for brass 
instruments, and it’s clear from the original title of the work (“Military Sinfonietta”) and 
the dedication (“to the Czechoslovak Armed forces”) that this was a work inspired by the 
military bands that Janáček had recently been exposed to, which would explain the use of 
these instruments.2  Janáček evidently developed an affinity for the tenor tuba, as he was 
to give the instrument a much more pronounced role in his Capriccio.
1
 1 The New Grove Dictionary of Music and Musicians, online edition, s.v. “Janáček, 
Leos,” by John Tyrell, accessed March 14, 2014, http://www.oxfordmusiconline.com/subscriber/
article/grove/music/14122 
 2 Ibid.
 Besides the use of the tenor tuba, the work is peculiar in its use of a piano part for 
the left hand only.  The work was suggested by Otakar Hollmann, a Czech pianist who 
had lost the use of his right hand in the First World War.  Janáček initially ignored the 
request, but eventually complied.  He did not initially give Hollmann the right to the first 
performance, knowing that other pianists were interested in one-hand piano works and 
said in a letter to Hollmann: “Whoever hurries up [to prepare the work] may play it.”3  
Hollmann was eventually given the honor.
 It’s clear, then, the reason that Janáček wrote for left-hand piano.  The 
instrumentation besides the piano, however, is still rather unusual: flute (doubling on 
piccolo), two trumpets, three trombones, and tenor tuba.  When asked about the 
instrumentation by Hollmann, the composer said that he had been asked to create a 
military piece long ago, and decided to use the instrumentation of that abandoned work 
for the Capriccio.4  Even so, why utilize the tenor tuba, rather than the conventional tuba? 
It can’t be fully known why he selected the instruments that he did, but we can explore 
how the composer masterfully combines these instruments in ways that make sense to the 
ear (or perhaps, sound deliberately offensive to the ear).
 The modern euphonium player, who suffers from a dearth of chamber repertoire 
for his instrument, might be intrigued upon being made aware of this work, but might 
also be intimidated due to his unawareness of Janáček’s unique musical language.  This 
paper intends to rectify this situation by providing a theoretical analysis of the work that 
2
 3 Jarmila Procházková, Preface to Capriccio for Piano Left Hand and Wind Ensemble 
Leoš Janáček. (Praha: Bärenreiter, 2010),  viii.
 4 Ibid., viii
utilizes the composer’s own musical concepts, exploring the use of the tenor tuba and its 
combination with the other instruments, and providing some insight regarding how the 
performer might prepare and interpret the tenor tuba excerpts.  Most importantly, this 
paper strives to make a case that Janáček’s Capriccio stands as a fine model of how the 
euphonium can be used in a chamber setting, which can be emulated by future 
compositions.
 Above all, it is important for both performers and listeners to be reminded that the 
Capriccio is a work not meant to be taken too seriously.  The composer himself spoke of 
it as being full of “pranks and puns”5 and “mischief through and through.”6  If the 
instrumentation seems bizarre, its instrumental doublings distasteful, and its harmony 
occasionally discordant, it should be assumed that the composer meant it to be that way, 
and should be taken in Janáček’s characteristic good humor. 
3
 5 Thomas Adès,  “Nothing but Pranks and Puns: Janáček’s Solo Piano Music” in Janáček 
Studies, ed. Paul Wingfield (New York: Cambridge University Press, 1999), 19.
 6 Jarmila Procházková, Preface to Leoš Janáček, Capriccio for Piano Left Hand and Wind 
Ensemble. (Praha: Bärenreiter, 2010),  viii.
CHAPTER 2
MOTIVIC ANALYSIS AND SČASOVÁNÍ
 
 Essential to understanding Janáček’s conception of music is the principle of 
“speech melody,” where ordinary human speech is thought to have melodic implications. 
He recognized that many of the subtle aspects of a musical performance, such as pitch, 
intonation, inflection, and rhythm, are every bit as present in speech, and that much 
emotion and meaning is conveyed in the melodic nuances of ordinary speech. It is along 
these lines that he quotes Plato as saying “... it holds good for sung words which, as such, 
surely do not differ from the spoken ones.”1 In a manner that is reminiscent of Messiaen’s 
written records of bird calls, Janáček made a habit of recording the speech of ordinary 
civilians in musical notation, almost obsessively analyzing the nuances of each word, and 
measuring the lengths of syllables in absurdly small durations. In one such example, the 
simple act of a woman calling her hens to eat is captured in conventional musical 
notation. Regarding this example Janáček says:
The human senses are such that within a single second as many as six kinds of 
impressions of equal clarity can crowd in. If, in that single count, there are three 
different notes, carried by this syllable or that, it really is not difficult to read in the 
outlined `hen gathering’ all that was, within that second, filling the housekeeper’s 
brain: perhaps concern whether some hens have gone astray, or about the grain she 
had thrown, or glancing down the slope, the thought of a hen running downhill.2
4
 1 Leos Janáček, “He had an Excellent Ear,” in Janáček’s Uncollected Essays on Music, 
ed. Mirka Zemamová (New York: Marion Boyars Publishers, 1989), 49.
! 2 Leos Janáček, “Around Jenůfa,” in Janáček’s Uncollected Essays on Music, ed. Mirka 
Zemamová (New York: Marion Boyars Publishers, 1989), 87.
The concept of speech melody might seem interesting but irrelevant to the discussion of 
an instrumental composition. However, the example above, as well as Janáček’s musings 
about it, lead to another idea essential to Janáček’s theoretical conceptions of music: that 
of “sčasování.” The term refers in some sense to the metric organization of the music, but 
also takes into account the psychological perception of events in time, and the perception 
of various layers, called “sčasováci layers,” in the musical texture. While many theorists 
have recognized the importance of non-harmonic tones and even embellishing harmonies 
in music, Janáček went a step farther in realizing that a certain amount of time is required 
for the mind to perceive harmonic and rhythmic entities, and that any tone or harmony 
whose length is shorter than that time frame can only be perceived as an embellishment 
or an extension of the fundamental harmony. Janáček perceived this amount of time to be 
approximately 1 to 1.5 seconds long.3 Therefore, it is useful to divide Janáček’s music 
into units of time of this length, which are referred to as “sčasováci bases.” At the 
initiation of each sčasováci base, the mind perceives the attacks of each of the layers, 
which then break down into various rhythmic patterns. The Allegro from the first 
movement of the Sinfonietta demonstrates this aptly:
5
 ! 3 Paul Wingfield,  “Janáček, Musical Analysis, and Debussy’s ‘Jeux de Vagues’ ” in 
Janáček Studies, ed. Paul Wingfield (New York: Cambridge University Press, 1999), 221.
The two tenor tubas in this example, with their repeated dotted half note figures, clearly 
outline the sčasováci base as being one measure of music, and provide a simple harmonic 
structure. With a tempo of 72, the base is just short of a second (this might be perceived 
as a throwback to Janáček’s earlier theories that allowed for bases that are three-quarters 
of a second). While the dotted half notes provide a sustained harmonic background, the 
trumpets provide motion with a motive that consists of eighth notes preceded by an 
6
Figure 1. Excerpt from Janáček’s Sinfonietta
eighth rest. The second trumpet provides a contrasting motive of two eight notes followed 
by two quarters. The minimalistic quality of the sčasováni concept lies in the ability of 
the composer to create tension by desynchronizing the voices; at rehearsal number 3, the 






Looking at the opening of the Capriccio (above), the sčasováci base would seem to 
consist of one measure, since a tempo of 132 quarter notes per minute would imply a one 
measure base of about .91 seconds.  However, the sustained notes of the tenor tuba would 
suggest that the first and second measures together should be conceived as a motive.  As 
before, the musical texture can be divided into layers; the tenor tuba, being the lowest 
here, provides a solid harmonic base with sustained tones, while the trombones have their 
7
Figure 2. Opening of the Capriccio
own motive consisting of crisp sixteenth notes.  The piano doubles the trombones’ 
chords, while also providing the moving part of the texture, in the form of a sixteenth-
note figure.  What is significant about this example, as opposed to that from the 
sinfonietta, is that there are two chords being heard here: a B-flat minor chord that is 
heard over three beats, and an A-flat major chord that is heard over a single beat.  In 
Janáček’s perception, the second and fourth measures of this example would have been 
perceived as a resultant chord that combined the two chords, since there are two chords 
within a single sčasováci base.  Janáček, therefore, would recognize this base as having a 
somewhat discordant quality, with the B-flat minor harmony being predominant, since 
the A-flat major has about half a second to be heard.  At rehearsal mark 3, there is a 
similar example of a sčasováci base that is clearly rooted in B-flat minor:
Figure 3. Rehearsal Mark 3, with the use of nadřazení in the tenor tuba
8
That B-flat minor is the predominant harmony is made clear by the fact that every other 
measure is initiated with a B-flat minor chord.  The harmony, however, is blurred by 
chordal mutation in the piano and trombones.  A new sčasováni layer is added by the trill 
in the piano, and the motive previously sounded by the piano is now heard in the tenor 
tuba.
 In his essay “How Ideas Came About,” Janáček wrote the following:
I hasten to jot down the “inspired” motifs.   Memory has notated them down well, 
my faithful memory.  I now know that it will provide enough motifs for me every 
time.  They will always arise, and more will be added, in all the circumstances of 
my profession.  Motifs are the shadows which do not fade in the sun, they can 
neither be talked away, nor shouted down - until they mature.4
The development of motives is important in Janáček’s music as well as his analysis of 
other composers’ works.  In his famous analysis of Debussy’s La Mer, Janáček uses 
letters to represent recurring motives, and uses mathematical symbols to denote 
transformations to that motive:
 =x - opětné poznáváni (re-recognize)
 x2  - rozlišování (differentiation)
 x̅   - výběr (selection)
 √x -  nadřazení (superiorisation)
 +x - přidat (to add)
Opětné poznáváni refers to a basic recurrence of a motive.  Rozlišování refers to some 
transformation of a motive, such as transposition, inverting, diminution, or augmentation.  
Výběr refers to the selection of some section of the motive, which still allows it to 
maintain its character.  Nadřazení refers to a definitive form of the motive that is 
untransposed, untransformed, and ends on the tonic, giving the motive a sense of finality.  
9
 4 Leos Janáček, “How Ideas Came About,” in Janáček’s Uncollected Essays on Music, ed. 
Mirka Zemamová (New York: Marion Boyars Publishers, 1989), 72.
Finally, přidat means that some material has been added to the motive, usually at the 
beginning or end.  Naturally, these symbols can be combined (except for the square root 
and square), and motives can be mixed, so that a musical analysis can resemble a 
mathematical formula5.
 If the upper line of the piano in the opening is labelled motive x, then the tenor 
tuba line at rehearsal mark 3 (figure 3 above) might be seen as √x, since it ends on the 
tonic.  Before then, however, we see truncated and transposed versions of the motive that 
would be labelled x̅2: 
Figure 4. Rehearsal Mark 2, of the first movement, demonstrating the use of rozlišováni
10
! 5 Paul Wingfield,  “Janáček, Musical Analysis, and Debussy’s ‘Jeux de Vagues’ ” in 
Janáček Studies, ed. Paul Wingfield (New York: Cambridge University Press, 1999), 238.
Figure 4. Rehearsal Mark 2, of the first movement, demonstrating the use of rozlišováni
Since the motive occurrences are less then the one-measure base, and the rests between 
the occurrences change from two beats to one, it is apparent that Janáček is trying to 
create tension.  Again, the composer believed that a second was necessary for the mind to 
grasp an entity; however, at this point the motive has clearly made its imprint on the 
mind, and the listener is dramatically forced to recognize it at a variety of pitch levels 
before finally hearing √x at rehearsal mark 3.
Figure 5. The opening of the middle section of the first movement
11
 
 The middle section of the first movement begins at rehearsal mark 7, and the 
indication that the former half note is to equal the new dotted quarter is significant; it 
indicates that the sčasováci base (originally the half note, now the dotted half) should be 
kept constant even if the initial tempo marking of 132 is not kept to the letter. This 
section in the work demonstrates a concept essential to Janáček’s perception of motives, 
that of “vyspělost” or “maturing.” The initial motive in the piano is arguably derived 
from motive x, given the half-step neighbor tone and motion up a minor third.  When we 
look at recurring examples of this motive, which we’ll refer to as y, specifically the first 
three notes, we generally find that each repetition is similar to the occurrence preceding 
it, but minutely different.
Figure 6. The use of vyspělost in the first movement
In measure 55 (figure 6), there is an occurrence of y that begins with a descending perfect 
fifth.  However, the stepwise motion between the second and third notes is maintained.  
In the next measure, the perfect fifth is maintained, but the next interval is changed to a 
12
fourth.  And, in the following occurrence (m. 60) the perfect fifth is transformed to a 
minor sixth:
Figure 7. The use of vyspělost in the first movement, cont.
Y goes through many transformations; however, in almost every case the rhythm is 
maintained, and the intervallic content of the first three notes maintain a connection to the 
previous occurrence.
Movement II: Adagio
! The most fascinating aspect of the second movement is that it reveals its cards, so 
to speak, in the very opening.  There are two things in the very opening, a piano solo and 
a motive in the tenor tuba, the alternation of which represents a struggle that permeates 
the entire movement.
13
Figure 8. The opening of the second movement
 
 The second movement is in a tempo of 60 eighth notes per minute, which makes 
the sčasováci base easy to identify: the repeated pairs of sixteenth notes are each one 
second long.  This example is especially interesting in that the base begins on the offbeat; 
the notation makes it clear (and the performer should make it clear) that the second and 
third sixteenth note of each measure is one base, as well as the fourth and first of the next 
measure.  Also noteworthy is the sustained note on the second eighth note of each 
measure, which establishes a clear bass line.  Even in a basic piano line, Janáček’s 
propensity for writing in layers is clear.  Also significant is the clear chordal outline 
spelled here, moving down in whole tones in a manner reminiscent of Debussy’s chordal 
planing.  If we are to perceive this passage according to Janáček’s conception of 
sčasováci bases, the chordal texture is obscured by the fact that the lower pitched bases 
only ambiguously indicate the chords.  In the first measure, for example, the second and 
third sixteenths do not clearly indicate an A-flat minor chord without the help of the first 
note of the next base.  The second note of that base, however, is attached to the next (G-
flat major) chord, creating an effect of elision.
14
 This theme is written in something of a question-answer format, with the fifth and 
sixth measures above representing the beginning of an answer.  The tenor tuba enters with 
a new motive:
Figure 9. The tenor tuba introducing x, in the second movement
In measure 5, the harmony that is established is a dominant seventh on F-flat; however, 
this quickly changes to a B-flat half-diminished chord by the time the tenor tuba is heard, 
creating an ethereal kind of feeling to this new melodic material, which is bolstered by 
the fact that this chord is never properly resolved.  Instead, this chord gives way to a 
repeat of the opening material:
15
This use of four-bar phrases, alternating in a question-answer format, is certainly 
reminiscent of the Bohemian folk-song style.  This basic pattern is repeated numerous 
times, and in a manner similar to the first movement, the shortening of the phrases 
becomes indicative of transitioning to a new section of the movement.  Also noteworthy 
in the passage above is the use of invertible counterpoint in measure 17, where the piano 
16
Figure 10. The continued use of x in the second movement
lines are reversed.  Janáček’s concept of “maturing” is evident here as well.  The tenor 
tuba’s motive (we’ll refer to it as x), in its first occurrence, ends with a whole step.  In 
every occurrence thereafter, however, it ends with a half step.  In the trumpet’s sounding 
of x, there is added a sixteenth note before the motive, representing přidat:
Figure 11. The use of přidat in the trumpet line of the second movement
  Motive x becomes the common thread between the slower opening of the work 
and the faster Vivo sections.  In the first Vivo, we see the following:
17
Figure 12. The middle vivo section of the second movement
The sčasováci base here can be defined as a quarter note. These four measures consist of 
repetitions of x alternating with a motive (y) that consists of parallel thirds moving 
downward in stepwise motion.  Variations of these four measures occur for some time, at 
this pitch and a whole step higher.  Eventually, we have the first entrance of the flute:
Figure 13. The introduction of the flute in the second movement
18
 The downward scalewise motion of the quartuplet in the flute suggests y.  This is 
also suggests by the continuous alternation of the flute solo with x in the tenor tuba.  
According to Janáček’s notation, this might be considered +y2, since y no longer consists 
entirely of half steps, and has some material added.  These two motives interestingly 
stand out due to being quartuplets; that is, in context they both contain four notes in the 
normal space of three.
Figure 14 The juxtaposition of x with the flute theme in the second movement  
 
 In measure 91, a recurrence of the piano’s opening theme alternates with the 
juxtaposition of the flute theme with x. The flute’s theme has, in essence, become an 
integral part of x, since the juxtaposition of the two has replaced the function of x in the 
beginning of the movement; that is, as an interlude to fill in the gaps of the solo piano.
 While x and y strikingly different in contour, it is noteworthy to consider their 
similarities.  Both consist of four notes, even in the context of triple meter,  and they both 
19
consistently occur within the space of one sčasováci base.  X sometimes appears in the 
form of thirty-second notes, and sometimes in the form of sixteenths.  According to the 
written tempos, however, it always occurs in a time frame reasonably close to a second.  
If it is to be argued that y is in essence a variation of x, then the entire movement consists 
almost entirely of the alternation between the xy motive and the opening theme.  It is 
noteworthy that the piano, flute, and brass timbres are used to further separate the musical 
material; the opening theme is always in the piano (and rightly so, given its pianistic 
nature), x is always in the brass, and y is always in the flute part.
 In the end, the movement begins as it ends: in a battle between the two main 
ideas:
Figure 15. The closing of the second movement
20
Movement III: Allegretto
  The third movement is perhaps the most conventionally tonal of all the 
movements, and has the feel of a scherzo, and is perhaps the most reflective of Janáček’s 
“pranks and puns,” with its rollicking opening theme:
Figure 16. The opening of the third movement
21
Figure 15. The closing of the second movement
Figure 16. The opening of the third movement
Like the first movement, it utilizes one of the most basic of chord progressions, I-IV-V-I.  
This theme is only ever heard once in the entire movement, and the fact that no motivic 
material within it is ever employed gives credence to the idea that this movement is 
something of a “scherzo” (the Italian for “joke”).  This opening, however, does clearly 
establish one of the tonal centers for the movement, on the pitch E.  
 The other major key center, A-flat is established immediately thereafter, along 
with The first real motivic material. This occurs three bars before rehearsal mark 1:
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Figure 17. The x and y motives in the third movement
The significant events here are the scalewise passages which can be referred to as x, and 
the theme in the trumpet, consisting of chain of dotted eighth–sixteenth motives, which 
can be referred to as y.  The sčasování in this instance extends an entire measure, with 
each instance of y occurring within a single sčasování. Y in this context seems to be an 
accompaniment for x, and helps in clarifying the key (it isn’t clear from x alone whether it  
is a-flat major or minor).  The double-dotted eighth–thirty-second figure is used only 
sparsely, but will play a role at the end of the movement.
Figure 18. The continued use of x and y in the third movement
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Figure 18. The continued use of x and y in the third movement
When the tenor tuba presents x it is changed; it begins with a perfect fourth instead of a 
perfect fifth, creating the impression that the tenor tuba is an “answer” to the trumpet’s 
“question.”  After the representation of the opening theme, we find a 3/8 version of x in 
the piano:
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Figure 19. The 3/8 version of x in the third movement
The imitative “question-answer” element mentioned earlier comes to play here; the first 
trumpet echoes the ascending line, while the second trumpet echoes the descending line. 
We are then introduced to the next important theme, presented in the piano:
Figure 20. Theme z in the piano part of the third movement
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This theme z is repeated many times, and despite alterations, the rhythm is consistently 
maintained. There are two basic variations of this theme, with the second one being 
presented in the brass:
Figure 21. The “answer” of z in the third movement
The alternation between these two formulations suggest a sort of question-and-answer 
format, not unlike the symmetric phrases of Mozart or Haydn.  This is suggests in part by 
the similarity in the closing three notes, and the contrast created by the ascending opening 
notes of the “question,” and the descending opening notes of the “answer.”  The piano 
follows with a basic repetition of the initial “question” theme an octave lower, and the 
“answer” theme returns (Figure 22), followed by another repetition of both (Figure 23).
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Figure 22. Repetitions of z in the third movement
Figure 23. More repetitions of z in the third movement
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 The final significant theme to be heard is that first heard by the initial entrance of 
the flute, and echoed by the trumpet:
Figure 24. Canonic interplay between the piccolo flute and trumpet in the third 
movement
Looking at this theme z compared to the flute’s theme in the previous movement, one 
finds striking similarities.  Both are three measures long, if we exclude anacruses.  Both 
also end on major seconds, with the penultimate and previous notes being the same.  This 
and strikingly similar contour might lead us to believe that this theme is in fact a variation 
of the previous flute theme; fitting with Janáček’s “maturing” concept.
 Within the movement itself, the theme does not undergo remarkable changes 
(except changes in key), but is treated in a somewhat contrapuntal manner.  Every 
occurrence except for two is followed by a repetition in another voice, with there usually 
being some overlap between the two, following the “question and answer” concept of the 
movement.  The two exceptions occur in counterpoint with the opening theme:
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Figure 25. More counterpoint between the flute and trumpet in the third 
movement
The movement ends in a flurry of motivic material, revisiting all of the previously 
mentioned themes.  Janáček’s final prank lies in the fact that the opening theme proves to 
be strangely insignificant in the form of the movement; the juxtaposition of x and y 
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proves to be something closer to true opening material, and it fittingly closes the 
movement.
Movement IV: Andante
 The Capriccio’s fourth movement demonstrates the strongest connection to 
Janáček’s folk-song heritage.  Like all of the flute themes, the opening theme presented 
by the flute has a style that is very much like the Moravian folk songs that inspired 
Janáček:
Figure 26. The opening of the fourth movement
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The four bar phrasing and predominantly tonal language is very similar to that of 
Moravian folk song, where chromatic tones are predominantly used as inflections that 
resolve by step.  An excerpt from one of Janáček’s piano arrangements of Moravian folk 
tunes provides an example:
Figure 27. The opening of #3 from Janáček’s Fifteen Moravian Folksongs
The flute’s melody, as well the sweeping sixteenth notes being played by the piano, seem 
to be based on a composite of the major and minor G-flat scales, as evidenced by the E-
double-flats and the B-double-flats, which give a taste of the minor mode. The use of 
harmony is quite a departure from the previous movements; measure 7 gives an example 
of a chord stacked of fourths. 
 Another feature common in the Moravian folk style is the use of a three-phrase 
structure.  Janáček’s arrangements provide ample evidence of this:
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Figure 28. #7, #8, and #9 from Janáček’s Fifteen Moravian Folksongs
Figure 28. #7, #8, and #9 from Janáček’s Fifteen Moravian Folksongs
The three examples above consist of three four-bar phrases, with some use of repetition, 
either with the ABA form, or the ABB form.  In the fourth movement of the Capriccio, 
after the introduction that features the flute and piano in tandem, there are a series of 
three phrases (all four bars, with the exception of the first) separated by piano interludes.  
All three seem to a repetition of the same basic tune, though the second and third seem to 






Figure 29. The use of four-bar phrasing in the the fourth movement
Starting in measure 22, we begin to see the use of “vyspělost”, as the first four notes of 
the four bar phrase (which will be referred to as x) begin to develop a life of their own in 
the manner of “výběr.”
Figure 30. The development of x in the fourth movement
In measure 27, this shortened two-measure form of x becomes altered and elongated into 
a three-measure form.  This new motive develops even further in the piano:
Figure 31. The further development of x in the fourth movement
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The triplet formed in measure 35 begins to spawn a life of its own, being repeated in the 
piano as well as the second trombone. The flute provides another alteration, changing the 
intervallic content while maintaining the diminished fifth between the upper and lower 
tones.  This is also repeated by the piano:
Figure 32. The further development of x in the fourth movement
In measure 60, the opening theme is brought back, with some new twists:
Figure 33. The return of the opening theme in the fourth movement
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Figure 33. The return of the opening theme in the fourth movement
The flute has developed a four-note motive (y) that is derived from the piano ostinato. In 
a manner that we’ve already seen, the motive begins to develop its own life as it is passed 
to other voices.
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Figure 34. The use of y in the fourth movement
Figure 34. The use of y in the fourth movement
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The sčasování principle comes into play here; it is to be remembered that Janáček 
perceived a single sčasování base as that which the human mind perceives as a single 
unit.  It is noteworthy that each occurrence of the ostinato to some degree outlines and 
even extends the harmony provided by the other voices.  In measure 69, the harmony 
outlined by the flute, trumpets, tenor tuba, and trombones is that of an A dominant 
seventh chord.  The ostinato in the piano is likely to be perceived by the ear as an A 
dominant ninth chord.  The B and the C-sharp are to be heard clearly, being the highest 
and lowest tones.  The A and F-sharps are likely to get ignored by the ear as passing 
tones.  In measure 72, the chord being heard is a dominant seventh on C, but by 74 this is 
changed to an augmented chord with an added seventh and ninth.  The seventh of the 
chord is missing from the long tones, and ambiguity is created by the fact that the piano 
uses both a G-natural and a G-flat in passing.
 Measures 60-104 are, in effect, an extension of the first four bars of the 
movement.  This is evidenced by the use of a downward scale motive derived from that 
theme (z).  This first appears in the tenor tuba, in measure 74 (figure 34).  However, the 
piccolo part is where it is first heard prominently:
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Figure 35. The use of z in the fourth movement
From here on, there are largely specimens of y and z until rehearsal mark 6, the maestoso-
vivo.  However, z gradually changes leading into the maestoso-vivo, to the point where it 
is a series of halfsteps:
Figure 36. The development of z in the fourth movement
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Figure 36. The development of z in the fourth movement
The maestoso-vivo then begins with its own version of z, in a brisk and almost military 
fashion: 
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Figure 37. The Maestoso-vivo of the fourth movement, utilizing z
Here again, Janáček betrays his interest in Moravian folk song.  The staccato block 
chords are reminiscent of many of his folk song arrangements, for example:
Figure 38. #12 from Janáček’s Fifteen Moravian Folksongs
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Another example demonstrates the use of accents on the offbeats, as well as two-measure 
phrases:
Figure 39. #14 from Janáček’s Fifteen Moravian Folksongs
 
The tempo marking is set to 76 dotted-half-notes (one measure) per minute.    Throughout 
several changes in meter, the sčasováni remains constant by means of specific tempo 
indications.  In rehearsal mark 7, for example, the sčasováni now consists of the quarter 
note, of which there are 76 per minute.  
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Figure 40. The fourth movement, where the sčasováni base changes note values while 
maintaining its duration in time
We hear several alternations between the turbulent z motive in 3/4, and the more restive 
piano ostinato in 2/4.  In one case, however, the two are combined, with z being stretched 
over three sčasováni:
Figure 41. The combination of z with piano ostinato, in the fourth movement
A long piano interlude begins at 12 that is largely further development of the z motive, 
transforming its rhythm into something almost unrecognizable.  The climax of the 
movement lies in rehearsal mark 14, where the flute’s opening theme reintroduction of its 
opening theme occurs while the piano is still repeating fragments of z:
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Figure 42. The flute’s reintroduction of the opening theme in the fourth movement
The feeling of the opening theme’s return is not unlike that of a recapitulation in sonata 
form: one feels the gratification of hearing the theme in its purest form after being 
dissected by wild bouts of development.  
45
Figure 43. The recapitulation of the opening theme, in the fourth movement
If this movement is to considered a vestige of sonata form, then y and z might arguably be 
considered the main themes, which are initially presented simultaneously, and then 
developed separately.  However, Janáček’s final “pranks and puns” lie in the movement’s 





 The tonal language employed in the Capriccio is one that borrows much from 
conventional common-practice music, while also using elements from more 
contemporary composers.  In a vein similar to Stravinksy and Bartók, Janáček uses 
octatonic melodic fragments, as well as some whole-tone derived material.  However, his 
chord progressions often seem to be of the most basic tonal variety.  In the beginning of 
the first movement, the use of i, iv, and V might just as well be something out of Mozart, 
and the opening motive of the piano is heard beginning on B-flat, E-flat, and F in 
succession, suggesting the most basic of tonal progressions, i-iv-v-i.
Figure 44. The opening of the first movement, with a basic i-iv-v-i progression, and 
octatonic melodic material
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Figure 44. The opening of the first movement, with a basic i-iv-v-i progression, and 
octatonic melodic material
However, the motive being employed here is also characteristic of the octatonic scale.  In 
the beginning, the upper part of the piano could be derived from an octatonic scale on B-
flat, and whilst measures 5 and 7 might would be derived from an octatonic scale 
beginning on G-flat, the alternating measures, continue in the original scale, as evidenced 
by the alternating E-flat and E-natural.  The use of the octatonic scale is not entirely 
strict, as Janáček seems to place a higher priority on smooth harmonic movement rather 
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than strict adherence to a scale.  Measure 23, returns to a clear utilization of the original 
octatonic scale, leading to the initial appearance of the tenor tuba:
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Figure 45. The use of the octatonic scale in the piano part of the first movement
The grace notes in the piano are unmistakably outlining the octatonic scale, and do so by 
trilling on each individual half step along the way.  Even more noteworthy here is how 
the tonal progression of the music seems to be derived from the scale.  In rehearsal mark 
3, the other voices of the piano move in a chromatic scale, both upwards and downwards, 
starting on F.  In measure 28, this figure repeats, beginning in A-flat.  In both cases, the 
figure begins on the pitch that happens to be sounding in the octatonic scale at that point.  
The figure begins at 30 on B, and at 34 on D.  The figure, then, is moving in thirds, in 
line with the scale being presented.  At rehearsal mark 4, the trumpet interrupts with the 
tenor tuba’s melodic figure, this time beginning on G , but the scale continues 
immediately thereafter, beginning on D.  While the tenor tuba/trumpet melodic figure 
seems to exist in a tonal world entirely apart from the rest of the texture, the chordal 
harmonies formed by the trombones are dictated by the harmonic motion in the piano.
  The second movement also demonstrates the use of octatonicism.  After an 
introduction largely based on A-flat minor, the fourth, fifth, and sixth bars are 
octatonically based:
Figure 46. The use of octatonicism in the second movement
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The lower sustained notes in measure six continue for two measures, while the trombones 
join in the chordal harmony, and the tenor begins with its motive based on the same scale. 
The opening measures repeat verbatim, with the exception of one note: the G-natural is 
now a G-flat, still remaining within the sphere of the octatonic scale.  
Figure 47. The use of octatonicism in the tenor tuba line of the second movement
What makes the tenor tuba motive so remarkably octatonic is that it is well contained 
within a four-note range, so that as the motive changes, it is clear which octatonic scale it 
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is derived from.  The initial motive is clearly derived from an octatonic scale on D.  If 
any one the three notes was omitted, it would not be clearly derived from any such scale.  
The same is true about recurring instances of the motive.
 A similar pattern occurs with rehearsal mark 1, where the last two measures of the 
four-bar opening theme contains tones that are all derived from the same octatonic scale 
as the previous example, as does the tenor tuba motive, and the accompanying trombone 
chords.  The tenor tuba motive here is clearly referencing the earlier recurrences of the 
motive.  However, the first two measures here utilize an A-natural instead of A-flat (the 
tenor tuba’s B and B-flat, respectively). 
 
In the vivo, the motive takes on different identities, as it is utilized in the context of 
different tonalities.  In rehearsal mark 4, it is presented not in an octatonic context, but in 
an A-flat minor tonality.
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Figure 48. The use of octatonicism in the tenor tuba line of the second movement
 
Only a short while later, the same motive, without any alteration, appears in the context 
of F-flat major and D-flat (Figure 50), and finally in a B-flat diminished chord in measure 
56 (Figure 51):
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Figure 49. The tenor tuba’s motive used in the context of A-flat minor 
Figure 50. The tenor tuba’s motive used in the context of F-flat major and D-flat 
major harmony (second movement)
The B-flat diminished chord, in addition to the accompanying D-flat major chord (if we 
understand the sčasování principle, the chords should be fused into one B-flat half 
diminished chord) can be derived from the same octatonic scale as the motive.  Thus 
Janáček has demonstrated the versatility of this motive.
 In addition to the use of these octatonic scales, Janáček demonstrates some use of 
the whole tone scale in this movement, beginning in rehearsal mark 10.
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Figure 51. The tenor tuba’s motive used in the context of B-flat diminished chord 
 
Figure 52. The use of the C whole-tone scale in the first movement
The melody in the bass trombone, as well as the harmonic accompaniment, are all 
derived from a whole-tone scale on C.  However, the three measures leading up to the 
bass trombone seem to be more octatonically based, and the whole tone–based melody 
seems only to be a starting point from which the theme organically develops.
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Figure 53. The development of the bass trombone’s theme in the first movement
 Another essential aspect of Janáček’s language that is utilized here is that of 
“chordal mutation,” where harmonies progress according to linear chromatic motion, in a 
Wagnerian manner.  Functional chordal progressions are de-emphasized, in favor of fluid 
harmonic movement where voices by step between chords.  Janáček confines this kind of 
writing to the piano, and especially in solo interludes.  
Figure 54. The use of chordal mutation in the first movement
In measure 80 of the first movement, chromaticism and tonal ambiguity is created by 
means of stepwise chordal movement and neighbor tones. The whole-tone sequence 
between measure 80, 81, 82 also adds to the tonal ambiguity.  
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Figure 55. The use of chordal mutation in the third movement
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Measure 139 of the third movement provides another fine example, where each sčasování 
base differs from the previous one by step or, more rarely, a third.  By the time rehearsal 
mark 11 is reached, alternating two measure phrases in the piano (looking at the bottom 
ossia) differ only by the changing of two notes: the G-flat and B-flat into F and A-flat, 
respectively.  A final example is the piano interlude in the fourth movement, where a sort 
of planing effect is caused by the outer notes of triads moving together by step, while the 
third remains:
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Figure 55. The use of chordal mutation in the third movement
 
These examples serve to demonstrate that Janáček’s tonal language runs the gamut from 
the most basic chord progressions (almost certainly inspired by his own Moravian 
heritage) to complex Wagnerian chromaticism and Bartók-esque octatonicism.   
60
Figure 56. The use of chordal mutation in the fourth movement
CHAPTER 4
THE ROLE OF THE TENOR TUBA
 
 Janáček’s interest in the tenor tuba is likely related to his interest in military band 
instrumentation, which can be dated to the 1920s when he heard a military band perform 
in Pisek.1  He became enamored with the military band sound, and was particularly 
interested in the fanfares he heard, which became the inspiration for the opening of the 
Sinfonietta, the other major work of Janáček that employed the tenor tuba.  The 
Sinfonietta was originally titled Military Sinfonietta, and was dedicated “To the 
Czechoslovak Armed Forces,” so it’s clear that Janáček wanted to imitate the colors of an 
actual military band.  One can only speculate the reasons for using the tenor tuba in the 
Capriccio, but the combination of brass instruments with a woodwind indicates that he 
might have desired to imitate the colors of the military band in a chamber setting.  Also, 
it’s likely that Janáček developed a realization of the timbral and technical possibilities of 
the instrument, given the contrast between its use in the Sinfonietta and the Capriccio, 
discussed below.
 To better understand Janáček’s purposes in using the tenor tuba, it might be useful 
to better understand the term “tenor tuba,” and its connotations.  The tenor tuba is rarely 
used in orchestra, and the nomenclature varies when it is used.   One finds use of the 
“tenor tuba,” “baritone,” “tenorhorn,” and “euphonium” in various works by Holst, 
Mahler, and Shostakovich.  Janáček, in the manner of his Sinfonietta, uses the term “tenor 
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 1 John Tyrell, Janáček: Years of a Life. Volume II: 1941-28 (London: Faber & Faber, 
2007), 258.
tuba,” which would certainly imply a tenor-voiced valved instrument in B-flat.  At the 
time of the Capriccio’s writing in 1926, Czechoslovakia had been formed only eight 
years prior, and the influence of the previous Austrian-Hungarian empire would have 
influenced instrument selection, especially in the military tradition.  The instrument used 
in performances was likely an oval-shaped rotary-valved instrument labelled flicorno 
basso or bassflügelhorn, which predominated in the Austrian-Hungarian military2.
 The Sinfonietta uses the tenor tubas only in the first movement, and in the end of 
the fifth movement where material from the first movement is reheard.  The tenor tuba 
part is remarkably tedious; the two performers do nothing but play long tones in perfect 
fifths.  Even so, the significance of the tenor tubas should not be understated.  The work 
begins the tenor tubas by themselves for four bars, and the difficulty of maintaining 
perfectly tuned fifths with such exposure provides a true challenge for the performers.  
The sčasování base that is presented by the tenor tubas sets the mood for the first 
movement, and provides a clear harmonic background for the other instruments.
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 2 Manfred Heidler, e-mail message to author, September 26, 2013
Moreover, one portion of the movement surprisingly utilizes a challenging portion of the 
first player’s range, with a high B (written C#) being repeated several times over:
 
Figure 58. The high B (written C#) in the first tenor tuba part of the Sinfonietta
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Figure 57. The opening of the Sinfonietta, with its use of two tenor tubas
With the Capriccio, having been written only a few months after the Sinfonietta, it seems 
that Janáček developed a newfound sense of the melodic abilities of the instrument, as it 
takes on less of a submissive role, and more prominently presents major thematic 
material.  Every movement has the tenor tuba presenting some major theme or motive, 
and often it is crucial in introducing important material. In the first movement, the tenor 
tuba is the first of the ensemble besides the piano to introduce the main theme (Figure 59) 
and is the first to recapitulate the theme at the end of the movement (Figure 60):
Figure 59. The tenor tuba introducing important thematic material in the first movement
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In the second movement, the essential motive is introduced by the tenor tuba, and was 
later developed by the tenor tuba as well.
Figure 61. The tenor tuba introducing motivic material in the second movement
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Figure 60. The tenor tuba recapitulating the previous material later in the movement
In the third movement, the opening theme is presented by the tenor tuba:
 
Figure 62. The tenor tuba introducing thematic material in the beginning of the third 
movement
The treatment of the tenor tuba is not unlike that of the flute, which also plays a role in 
introducing new material, generally in the middle section of movements.  Composers for 
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Figure 61. The tenor tuba introducing motivic material in the second movement
wind bands have long recognized that the tenor tuba, with its mellow tone as compared to 
the more cylindrically bored brass instruments, can function as a sort of woodwind 
instrument.  It’s arguable that Janáček recognized this, and found potential in the tenor 
tuba as an instrument that would function economically as both a brass and woodwind 
instrument in this miniature wind ensemble. Among the other wind instruments, the 
trumpets are the only ones that function regularly as a melodic instrument; however, they 
do not introduce new melodic material and motives as the flute and tenor tuba do.  The 
fact that Janáček conceived of the tenor tuba as a sort of woodwind instrument is 
evidenced by dialogues between the two instruments.
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Figure 63. The interplay between the tenor tuba and the flute in the fourth movement
 
However, the fact that he also perceived the tenor tuba to function as a brass instrument 
can be shown by its doubling with the trumpet:
Figure 64. The doubling of the tenor tuba with the trumpets in the fourth movement
The articulations of the passage above demonstrate that Janáček conceived the tenor tuba 
as being capable of pointed attacks in the manner of the trombone.  
 The kind of canonic interplay shown between the flute and tenor tuba can also be 
found between the piccolo and trumpet:
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It is noteworthy that the piccolo is sounding here instead of the flute, maintaining the 
differentiation in octaves between the imitating voices.
 Throughout the work the trombones are almost entirely relegated to an 
accompanimental role (a noteworthy exception is m. 86 of the first movement, where the 
bass trombone introduces a new theme), while the flute (piccolo) and trumpet play 
predominantly melodic roles.  The tenor tuba is treated as a conglomerate of the two.  As 
previously mentioned, there are many instances of the tenor tuba playing melodic 
material.  However, there are also many instances of the tenor tuba playing a more 
subservient role.  The beginning of the first movement is a prime example, with its 
repeated whole-step motive:
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Figure 65. Canonic interplay between the trumpet and flute in the fourth movement
This eventually culminates into a trill right before the tenor tuba sounds the main theme 
introduced by the piano:
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Figure 67. The accompanimental part of the tenor tuba in the beginning culminating in 
a trill
Figure 66. The beginning of the first movement, where the tenor tuba plays an 
accompanimental role
 
So, it would seem as though Janáček recognized something significant: the tenor tuba can 
be perceived as something of a “chameleon” of instruments that could fulfill multiple 
roles; it can be accompanimental as well as melodic, and can provide the role of a 
woodwind as well a brass instrument.  He was certainly not the first to make this 
realization, as evidenced by a glance at wind band works by earlier composers.  Sousa, 
for example, has the instrument changing roles every two measures in The Stars and 
Stripes Forever, switching between the melody of the woodwinds and cornets, and the 
rolling bass line:
Holst, in The Planets, used the tenor tuba as a powerfully sounding low brass instrument, 
doubling the trombones and performing a solo with fortissimo and even fortississimo 
marks:
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Figure 68. The opening of The Stars and Stripes Forever
Percy Grainger, however, often used the instrument in the fashion of a woodwind 
instrument, playing intricate lines that reinforce or reiterate woodwind lines:
Figure 70. The use of the baritone in Molly on the Shore
The Capriccio, however, uniquely puts this flexibility to good use in a chamber setting. It 
seems evident that Janáček recognized that the flexibility of the tenor tuba serves an 
economic role in a chamber ensemble, where instrumentation is limited. Another 
important consideration for the selection of instruments in a chamber work is the timbre 
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Figure 69. The use of the tenor tuba in The Planets
possibilities allowed by various instrumental combinations, which shall be considered 
next.
 One of the most common textures utilized by Janáček is that of the tenor tuba in 
combination with the trombones.  This can be seen quite readily in the beginning of the 
work (figure 65).  An important aspect of this example is the creation of syncopation in 
the accompaniment, by the first and second trombones that only play on the second beat 
of each measure.  A short time later, the same instrumental combination is employed with 
the tenor tuba playing the melodic role:
The beginning of the second movement features a similar use of the trombones 
accompanying of the tenor tuba, when the tenor tuba introduces its key motive:
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Figure 71. The tenor tuba combined with the trombones in the first movement, with 
the tenor tuba taking a melodic role
The basic function is the same: the trombones provide a chordal accompaniment, with 
either short staccato notes or long sustained tones.  The beginning of the third movement 
(figure 61) is yet another example of trombones being combined with the tenor tuba.  The 
reason for this selection of instruments is clear: there is a certain uniformity of timbre 
created by combining the low brass instruments.  The technical facility of the tenor tuba 
is likely the reason that Janáček gives it the melodic role, while the trombones are given 
the subservient roles.  As with the first example, syncopation is created by the trombones 
when they emphasize the even-numbered measures with longer tones.
 Janáček also creates unique timbral possibilities by combining the tenor tuba with 
other instruments:
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Figure 72. The tenor tuba combined with the trombones in the second movement
The advantage of doubling, as shown in the above passage (between the first trumpet and 
tenor tuba), is the reinforcement of the melodic line (especially in a section labeled forte), 
and the composite timbre created by the instruments.  The brassier timbre caused by the 
combination of the tenor tuba and trumpet can be contrasted with the combination of the 
tenor tuba with the piccolo in rehearsal mark 19 of the fourth movement:
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Figure 73. The tenor tuba combined with the trumpets in the fourth movement
By doubling tenor tuba two octaves above, the shrill piccolo creates the effect of 
reinforcing the overtones of the tenor tuba.  The use of the higher range of the piano 
seems to complement the piccolo in this regard.
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Figure 74. The tenor tuba is combined with the piccolo flute in the fourth movement
CHAPTER 5
DIFFICULTIES FOR THE MODERN EUPHONIUM PLAYER
 A group intending to give a modern performance of Janáček’s Capriccio is likely 
to encounter a number of challenges.  The obscurity of the work means that recordings 
are relatively difficult to find, and a general lack of knowledge of Janáček’s 
compositional style might lead to a certain amount of ignorance regarding the 
interpretation of the work.  The unique instrumentation is liable to create difficulty with 
the intonation, balance, and blend of the ensemble.
  The tenor tuba performer in particular is likely to experience certain difficulties.  
The “dual roles” of the tenor tuba (discussed earlier) in this work require a strong amount 
of flexibility from the performer, who frequently has to switch from taking a melodic to 
an accompanimental role, and must be able to blend with trumpets in some circumstances 
and trombones in others.  Furthermore, the performer accustomed to the heavy vibrato 
often employed in soloistic euphonium playing, or that of a brass band, might find it 
difficult to adjust to the straightforward orchestral style demanded by this work.
  One of the basic difficulties a group of performers will be getting 
accustomed to the sčasovka that are an essential aspect of the work’s style.  Metronomic 
observance to the rhythm must be observed, and the various layers of sound must be 




In the opening, for example, the melody lies quite clearly in the piano line, and the tenor 
tuba is essentially the bass instrument, though it occasionally crosses voices with the bass 
trombone. It is important here that the trombones and the tenor tuba collectively do not 
exceed a soft dynamic, so as not the overpower the piano.  This is one of many instances 
where balance may prove to be a challenge to the ensemble. The other challenge in this 
passage is the synchronization of the musical layers.  The movement of the tenor tuba in 
the second beat of the even-numbered measures correspond with a cluster of four notes 
that also correspond with a change of harmony, and it is important that the parts are lined 
up properly. This beat leaves much open to the interpretation of the performers in terms 
of its phrasing; it might be perceived as an upbeat to the next sčasovka base, so that the 
first three beats drive towards the fourth beat, with the fourth beat receiving its own 
emphasis.
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Figure 75. The tenor tuba and trombones in the opening of the work
 
 
For the tenor tuba, a particular challenge in this portion of the work is the trill in measure 
20.  The trill between the (written) D and E-flat, with the use of standard fingerings,  
requires the alternation of the 2-3 fingering (E-flat) and the fourth fingering (D), an 
awkward cross-fingering.  The performer might benefit from using the alternate fingering 
2-3-4 for the E-flat here.  Exercises such as the fourth of Herbert Clarke’s famous Cornet 
studies might be of benefit to the student when dealing with difficult trills such as this.
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Figure 76. A difficult trill for the tenor tuba in the first movement
 
 
At rehearsal mark 3, the tenor tubist sounds the theme previously heard in the piano, and 
at rehearsal mark 13, we find a similar occurrence.  This is where the player must be able 
to switch mentally from being a tuba player in essence to being a woodwind player. 
Again, it is important to maintain the sčasovka through careful metronomic observance of 
the tempo.  Every beat is a recurrence of a four note sequence, and consistency in tone 
and style between every group of four notes is essential, and the player must be careful 
that the first note of every sequence lines up carefully with the carefully placed beats in 
the trombones. The accents on the downbeats of the even numbered measures should be 
carefully observed, creating something of a short snap at the end of slurs.
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Figure 77. A “woodwind” part for the tenor tuba
 
 
Rehearsal mark 10 demonstrates another interesting use of Sčasovka technique.  The 
piano clearly establishes a feeling of pulse through a chain of eighth notes, while the bass 
trombone plays the melody.  The challenge for the tenor tubist, as well as the other 
trombonists, is to sound their respective notes on the fifth beat which such precise timing 
that they “fill in” the melody of the bass trombone’s half note, without compromising the 
Sčasovka flow.  The result should be something of a continuous stream of quarter notes 
delineated by timbre and accentuation, not unlike Schoenberg’s Klangfarbenmelodie.  
The sforzando and marcato marks indicate a strong, perhaps startling accent.  When the 
tenor tuba follows this with its own variation of the melody, a similar occurrence 
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Figure 78. The bass trombone solo in the first movement
happens, with the second trombone doubling the tenor tuba starting on the second beat of 
measure 92.  It is important for the tenor tubist and second trombonist to be aware of this 
phenomenon and be able to adjust their pitch and match timbre.
The tenor tuba’s opening motive in the second movement presents a common problem: 
the interpretation of staccato marks underneath slur marks.  This is less of a peculiarity 
for string instruments, but for wind instrumentalists, for whom slurs are conventionally 
interpreted as instructions to avoid tonguing, this almost seems a contradiction, and 
performers are left to their own discretion as to how to interpret the slurs.  However, 
these markings make perfect sense in light of Janáček’s use of sčasovka.  As previously 
noted, the sčasovka is the eighth note; in the motive presented  here each sčasovka 
consists of four thirty-second notes.  Each slurred segment consists of repetitions of the 
same four-note sčasovka, so the slurs should be interpreted as phrases rather than slur 
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Figure 79. The use of staccato marks underneath the slur marks in the second movement
marks.  The performer, therefore, should play each one of these segments with notes that 
are short and staccato while driving to the end of the phrase.  It is important to heed close 
attention to the dynamics as a mean to this end; if the performer lowers his dynamic level 
from piano to niente through the last two beats,  a greater sense of phrasing is achieved.
 A passage that proves to be of particular difficulty for the tenor tuba is the 
beginning of the third movement:
 
Figure 80. A difficult set of sextuplets in the tenor tuba part of the third movement
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The abundance of sharps might prove to be a difficulty, especially for one who is 
unaccustomed to reading in treble clef. Another difficulty lies in the contrast between the 
sixteenth notes in measure 5, and the triplets in measures 13-14. Since the preceding four 
measures are identical in both cases (other than dynamic differences), the performer must 
have a keen rhythmic sense to distinguish between the two. This
passage can also serve fine pedagogical purposes in training students to make clear 
distinctions between staccato and slurred notes, and in teaching them to make subtle 
dynamic inflections.
 If a student is to play this passage with rhythmic accuracy, it is essential that he is 
subdividing mentally. In the eighth notes of the opening four measures, he should be 
mentally dividing the eighth notes into sixteenth notes. In the following eighth notes, 
however, he should be mentally dividing the notes into sixteenth-triplets. As an exercise, 
the student should begin the passage very slow while actually sounding the subdivisions 
described above. He can also, on a single note in the tempo, alternate between playing 
eighth notes and sixteenth-triplets, so that the mind can be trained to quickly distinguish 
between the two subdivisions. When this is mastered at the slow tempo with a 
metronome, he can gradually increase the speed.
 Measures 13-14 should be isolated in particular for its technical challenges. 
Again, this would involve practice at a slow tempo. It would also be beneficial for the 
student to practice singing the intervals slowly to train his ear. Mouthpiece buzzing can a 
beneficial intermediate step between singing and playing, as it can help the student 
maintain a constant air stream, and reduces the student’s dependency on the instrument to 
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produce the correct pitches.
 The stylistic aspects of the passage (articulations and dynamics) should be 
maintained in the process of “working up” the passage, and not as an afterthought. The 
dynamic swells should be subtle, and perceived as inflections rather than dramatic 
dynamic shifts. Once again, singing the passage with the intended articulations and 
dynamics will help the student develop a sound mental concept of what he is trying to 
achieve with the instrument.  A recording device, as always, will help the student 




Figure 81. The doubling of the tenor tuba line by the piccolo in the fourth 
movement
A particular point of interest in the fourth movement is the interaction between the flute 
and tenor tuba.  In measure 73, we find the first real dialogue between the two, where the 
flute trades off the melody to the tenor tuba while sounding a trill.  In measure 110, the 
roles are reversed.  After this, a four note motive by the flute is canonically imitated by 
the tenor tuba.  Finally, in rehearsal mark 19, the tenor tuba’s theme is doubled two 
octaves above by piccolo, an interesting pairing indeed!  Here it is essential that the tenor 
tubist spend some time with the flutist apart from the rest of the ensemble to work out 
whatever pitch issues should arise.  Balance and blend might prove to be a difficulty; 
however, the two performers should not work too hard to create a uniform sound, as 
Janáček likely intended it to sound unusual and mismatched.  The tenor tuba should be 
the predominant voice, while the piccolo should serve to faintly highlight the overtones 
of the tenor tuba.  If anything, the piccolo should strive to blend with the piano, which is 
playing in a range similar to the piccolo at this point.  When done successfully, the 






 While Janáček remains relatively obscure outside of the Czech Republic, Janáček 
remains one of the most significant Czech composers, as well as a prolific writer in the 
field of music theory.  The sčasování principle, despite its lack of influence, is fascinating 
in its attempt to understand the psychological component to the perception of music in 
time (it’s certainly noteworthy that that Janáček’s lifespan and proximity coincided with 
the early development of the field of psychology).  Janáček’s strong interest in the 
preservation of native culture’s folk song echoes the efforts of contemporaries such as 
Bartók and Vaughan Williams, and his musical language maintains a distinctiveness 
while bearing some influence of that of other contemporary composers.  For the 
euphonium player, however, there is great significance in the late works of Janáček: the 
recognition of the tenor tuba as a viable instrument in a chamber setting.
 The euphonium, like Janáček, remains in something of a position of obscurity.  
The general public is unaware of the instrument; but, more importantly, it still maintains a 
lack of appreciation among serious musicians and scholars.  The reason in part is due to 
the relative youth of the instrument in comparison to other instruments.  However, if the 
euphonium is to develop a position as a significant instrument worthy of study, there 
must be a healthy amount of repertoire crossing over multiple styles, genres, and 
ensembles.  This puts the euphoniumist in a regrettable situation.  While the solo 
repertoire for the euphonium has grown exponentially over the past fifty years, the 
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amount of chamber music featuring the euphonium has remained somewhat stagnant.  
Euphonium players have been largely relegated to performing in small ensembles with 
tubists and other euphoniumists.  This is despite the fact that Janáček, as early as 1926, 
demonstrated just how well the euphonium can be used in a chamber setting with non-
brass instruments.  As established in chapter 4, the instrument can function as a melodic 
as well as an accompanimental instrument, and has a flexible timbre that can blend with 
brass as well as woodwind instruments, which was certainly recognized by composers 
such as Sousa and Grainger. This makes the euphonium a very useful instrument in a 
chamber ensemble of mixed kinds of instruments, where timbral possibilities are limited. 
It seems almost certain that Janáček recognized this; his use of the instrument in 
combination with the flute as well as the trombones, and its use in melodic as well as 
background roles cannot be accidental.  At first glance, the flute might be seen as the 
“odd man out” in the Capriccio’s instrumentation; however, a further look reveals that 
the flute and tenor tuba collectively make up a “woodwind section,” while the tenor tuba 
with the trombones collectively make up a “low brass section.”  All the while, the tenor 
tuba also stands alone as a fine solo instrument.  In this “miniature military band,” the 
tenor tuba proved to be an essential ingredient.
 Nevertheless, later composers have failed to follow in Janáček’s footsteps by 
using the euphonium continuously in a chamber setting.  The reasons for this are perhaps 
twofold. First, there is something of a vicious cycle in that the obscurity of the 
euphonium detracts composers from writing for the instrument, despite the fact that 
increased repertoire is crucial to the recognition of the instrument.  The commissioning of 
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works by euphonium players has been a means of breaking the cycle, but has skewed the 
output of composers towards concerti, sonatas, and other works where the euphonium has 
a predominant role rather than a collaborative one. Second, the Capriccio remains an 
obscure work. While an increase in performances would alleviate the latter problem, the 
difficulty of the piano part makes a drastic increase in performances unlikely.  
 The untapped significance of the Capriccio for euphonium players, then, lies not 
in its familiarity with the public, but with its use as a model for using the euphonium in 
chamber works.  To be sure, it stands as a fine piece of music in its own right, with its 
fascinating use of motivic material, and its enhanced use of tonality.  The sčasování 
principle, as exemplified in the work, is something that should be appreciated more by 
theorists and composers.  Certainly pianists will find much of interest in the piano part.  
For euphoniumists, however, the work stands as a template for just how their instrument 
can be used in a chamber setting.  Certainly, there is a great deal that can improved upon 
Janáček’s model; his use of the instrument’s range is limited, and he doesn’t quite seem to 
appreciate the technical capabilities of the instrument.  As it stands, however, there is no 
chamber work that utilizes the euphonium with his finesse.
 For this reason, not only should euphoniumists be aware of this work, but 
composers and theorists should be as well. The key to destroying the obscurity of the 
euphonium is not just the increase of repertoire, but the recognition of its viability beyond 
basic wind ensemble and brass band literature.  Given the unlikelihood of the euphonium 
finding a permanent place in the standard symphony orchestra, it is to chamber music that 
the euphonium advocate must turn.  Euphoniumists thankfully already have advocates 
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such as David Gillingham and James Curnow in the field of composition, but certainly 
they, along with any number of composition students in the ranks, can be influenced by 
Janáček’s example.  Euphonium players, furthermore, should be willing to commission 
works that involve the euphonium in a chamber setting, rather than a soloistic one, and 
they can point to the Capriccio as a model.  Even if an increase in performances is 
unlikely, there are many fine recordings that can aid the composer in studying the work.
 To my knowledge, there has been no extensive scholarly research done towards 
the Capriccio besides that which is presented here, which is regrettable. This paper 
certainly only scratches the surface of the work with regards to musical analysis and 
historical context.  And, while it is written with the modern euphonium player in mind, a 
pianist will almost certainly have his own insights, as will a flutist. This will, I hope, be 
the beginning, not the culmination, of scholarly attention to this musical work.
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